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Abstract

The article considers Mikhail Bulgakov’s satirical texts in semiotic and axiological lin-
guistic 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 satiri-
cal 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 re-
veals 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 realitdti structural-semiotice, care pot fi interpretate prin codurile antropomorfic si
zoomorfic ale literaturii clasice ruse. Se analizeazd imaginile zoomorfice ale lupului, sarpelui,
dihorelui, pdsdrii etc., care apar in operele scriitorului mentionat pentru a simboliza meta-
motfozele naturii umane in conditiile razboiului civil. Se considerd ci conturul semiotico-
axiologic al acestor imagini este modalitatea cea mai relevantd de exprimare a satirei la Bul-
gakov. In articol, se mai studiazd si relatia dintre imaginile antropomorfice si zoomorfice din
operele satirice ale lui Bulgakov, imagini care dau in vileag anumite granite semiotice, impu-
se de treptele ierarhiei sociale, cdrora 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 Satyri-
con (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 re-
ferring to the works of Saltykov-Schedrin. ...He said that the role of Salty-
kov-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 zoo-
morphic characters, whose axiological features differ due to situations they
play in.

The animal images in Bulgakov’s texts are almost always ambivalent: be-
ing 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 Bulga-
kov’s philosophy of history:

"HOCT&TO‘IHO IIOTHATB YeJIOBEKa I10/1, BhICTpEJIaMV, V1 OH ITpeBpaliaeTcsi B MyIIpO-

To BOJIKA: Ha CMEHY O4Y€Hb CHaGOMy " B OEVICTBUTEIILHO TPYAHBIX CJIy4dasiX He-

HY>)XHOMY YMy BBIpacTaeT MYIPBIV 3B€pPUHBIN MHCTMHKT. [lo-Borabm obepHYB-

IIVICh Ha YTOHKe Ha yriry Maro-ITpoBansron yiumisl, TypOuH yBUmai, Kak gep-

Hasl AbIpKa c3aiy O1ejIaCh COBEPIIIEHHO KPYIJIbIM 11 6HEHHBIM OrHeM, ", Ha/1J1aB

xofy, oH cBepHyJ B Mao-ITposasibHYIO, BTOpOVI pas 3a 3TV IATb MUHYT Pe3KO

IIOBEPHYB CBOIO JXWM3Hb. Y>I<e COBEPIIIEHHO II0-BOJIYbM KOCWJI Ha 6ery Typ6V[H

IJIa3aMM. HBa CephIX, 3a HMMU TpeTVIVI, BBICKOYWIIN M3-3a YIJIa BJ'IaI[T/IMVIpCKOVI, "

Bce Tpoe BrepeOont cBepkHymm. TypOuH, 3amemns Oer, ckaist 3yObl, Tpu pasa

BBICTpENTWI B HMX, He nerrsice” (Bulgakov, 1988, p. 167).

Hunting Turbin soldiers of Petlyura see him as a hare:

"Ha nviie mepBoro orrestomieHie CMEHWIOCh HETIOHSTHOVA, 37I0Belllell PaloCcThIO.
- Tro! - KkpukHyII OH, - O6aub, [leTpo: oduriep. - Bun y Hero mpu 3ToM GBUI TaKO,
CJIOBHO BHe3aITHO OH, OXOTHUK, PV caMoVi Topore ysumer 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
uncmunxm/‘a wise animal instinct’. The same zoomorphic image with posi-
tive connotations is used by Bulgakov when he describes an escape and a
wonderful rescue of Nikolka Turbin:

"SIpocTte mIporteTesia MMMO HUKOJIKMHBIX I71a3 COBEPIIIEHHO KPacHBIM OJIESUIOM U
CMeHWIach Upe3BbIUallHOV YBEPEeHHOCTHIO. BeTep 1 Mopo3 3atetent Hukorke B
JKapKWUIL POT, TOTOMY UTO OH OCKaJIWICS, KaK BOJTYOHOK. Hikorka BeIGpoct py-
Ky € KOJIbTOM M3 KapMaHa, IomyMaB: «YOblo Taf[yiHy, JIMIIb Obl ObUIN ITaTPOHBI»!"

(Bulgakov, 1988, p. 136).



But the same image of a wolf is given negatively, when the death-hunters,
soldiers of Petlyura, are marked with that image:

"Ha ueprow OesrrofHOV yimiie BOiTUbsi oOOpBaHHas cepasi purypa 6e33BydHO
cjle3a C BeTBU aKalluy, Ha KOTOPOV TIoTdaca Cueria, cTpafasi Ha MOpo3e, HO
KagHO Habmofiasi depes IpeaTesTbcKyIo IeTb Hajl BEpXHVM KpaeM ITPOCTBIHU
paboTy mHXeHepa, HaBJIeKIIIero Oely MMeHHO ITPOCTBIHEVI Ha 3eJIeHO OKpallleH-
HOM okHe. I IpyXXnHHO IphIrHYB B Cyrpo0, durypa yiuia BBepx II0 yiulle, a fa-
Jlee IIPOBaJIVIIACh BOJTIBEVT TIOXO/KOI B TIepeysIKax, ¥l MeTeJTb, TEMHOTa, CyTPOOHI
CHeJIV ee VI 3aMeJIV BCe ee CJIeMIBL. ...~ [103BoIbTe y3HaTh. .. IT0 KaKOMYy ITOBOY? -
C 00OBICKOM, — OTBETWII IIePBBIVI BOIIEIIINY BOTYBVIM TOJIOCOM W KaK-TO Cpasy
Ha/IBVHYJICS Ha Bacvumicy. ...Ha ronose y Bosika ObUTa 1araxa, v CVIHWV JIOCKYT,
OOIIMTBIVI CycaTbHBIM ITO3YMeHTOM, cBrical Habok" (Bulgakov, 1988, p. 29), (Bul-
gakov, 1988, p. 187).

Then, in the following text, the leader of the death-hunters is called only
the wolf (no6mopus 6bosx/'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’,
cunao8amo cnpocus 6oax/‘the wolf asked in a harsh voice’, etc.). The text em-
phasizes the link of the death-hunters to the dark world (memess u memuoma
ceeau Boauvio pueypy/ the blizzard and the darkness swallowed the wolf’s
silhouette’). A human being is not compared to a wolf, as we saw in the situ-
ations with the Turbin brothers (npebpawjaemcs 6 myopoeo Boaxa/ turns into a
wise wolf’, xkak bosuonokx/‘as a wolf cub’), but is metaphorically identified
with the animal itself (no6mopus Boax/ repeated the wolf’, na eoro0be y Boaxa
0viaa nanaxa/’the wolf wore an Astrakhan hat’). The author’s axiological
point of view is obvious there: he appreciates the actions of those people ne-
gatively, 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 inter-
pretation 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 xBopato
TsDKeJI011 (popMOVI HeVIpaCcTeHUM € IIpMIIafKaMy CTpaxa 1 IIpeficepeyvHor TOCKY,
Y B HacTodIllee BpeMs 5 IPpUKOHYeH. Bo MHe ecTb 3aMbICITBL, HO PU3MUECKIIX I
HeT, yCJIOBUIL, HYXKHBIX ISl BBIIOIHEHWsI paboThl, HeT HuKakmx. IIpmanHa 6o-
JIe3HV MOeVl MHe OTYeT/IMBO M3BecTHa: Ha IIIMPOKOM IIojIe CJIOBECHOCTM POCCUTI-
cxomt B CCCP s OpU1 OOMH-eIMHCTBEHHBIV JINTepaTy PHBIV BOJIK. MHe coBeTOBaIN
BBIKpacuTh 1IKypy. Hestenbii copet. KparieHbIvt v BOJIK, CTPVDKEHBIVE JIV BOJIK,
OH BCe paBHO He ITOXOX Ha ITyaesis. Co MHOV ¥ IOCTYIWIN Kak C BOJIKOM. VI He-
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CKOJIBKO JIEeT THaJIM MeH:s IO ITpaBWlaM JIMTePaTypHON CadKli B OTOPOXEHHOM
mBope. 37100E! 5 He MIMel0, HO 51 04eHb YCTaI 1 B KoHIle 1929 rona csaymwics. Benp
I 3Bepb MOXeET YCTaThb. 3Bepb 3asBWI, UTO OH OoJIee He BOJIK, He muTeparop. OT-
Ka3bIBaeTCsd OT CBOeN Ipodpeccuit. YMOJIKaeT. DTO, CKaXXeM IIPSIMO, MaJIOOyIIe.
Hert Ttakoro mmicaress, uToObl OH 3amonuast. Ecimm 3aMosrdast, 3Ha4YMT, ObUT HEHa-
crosmmt' (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 appre-
ciated and known in details by Bulgakov, is semiotically relevant in this con-
text. 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 sur-
vive 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'pac omnstHysCcs M Hampaso yBuAal MWMTBKY, KOTOPBIV BBIKATHIBABIIMMICS
IJIa3aMy CMOTpes1 Ha rpadpa 1, IOIHSAB IIIalKy, yKasblBaJl eMy BIIEpell, Ha ApY-
I'VIO CTOPOHY.

- Bepern! - sakpwdan OH TaKMM roJI0COM, YTO BUIAHO OBUIO, UTO 3TO CJIOBO JIaBHO
IIPOCWIOCh YV Hero HapyXy. VM mockakasi, BBIIYCTMB coOak, II0 HaIlpaB/IEHVIO K
rpady.

I'pad n CemeH BBICKaKaIV 3 OMYIIKM M HajleBO OT ceds yBMHOaIM BOJIKa, KO-
TOPBIVI, MATKO IePeBIMBAsACh, TXVMM CKOKOM IIOJICKaKMBaJI jieBee X K TOW Ca-
MOV OIIyIIKe, Y KOTOPOVI OHM CTOsUIV. 37100HBIe cODaKm B3BM3THYJIN ¥, COpBaB-
IIVICh CO CBOP, IIOHECIIVICh K BOJIKY MVIMO HOT JIOIIafevt.

Bork mprocTaHOBWI Oer, HeJIOBKO, KaK OOJIBHOV 5kabov1, II0BEPHYJI CBOIO JI00a-
CTYIO TOJIOBY K cOoDaKaM ¥, TaK )Ke MSTKO IlepeBajIvBasiCh, IIPBITHYII pas, Apyrou
VI, MOTHYB II0JIEHOM (XBOCTOM) CKPBUICS B OITYIIKY. B Ty )e MVHYTY M3 IIpOTMBO-
ITOJIOXKHOVI OITYIIKVI C PeBOM, IIOXOXKMM Ha IUIAY, PacTePsiHHO BBICKOYIWIA OIIHA,
Opyrasi, TpeTbs TOHUAs, VI BCs CTasl IIpOHecsIach IO II0JII0, II0 TOMY CaMOMYy Mec-
Ty, THe mHpoje3 (IpoOeXar) BOJIK. Boien 3a TOHUMMM pacCTYHWINCH KyCTBI
OpelIHMKa ¥ IIOKasalack Oypas, IIOuepHeBIIas OT HOTy Jiomianb Jammwisl. Ha
IUTMHHOVI CITVHE ee KOMOYKOM, BaJISICh BIlepen, cuaen JaHmio, Oes miarnky, ¢ ce-
IBIMV BCTPEaHHBIMM BOJIOCAMVI Hafl KPACHBIM, IIOTHBIM JIVIIOM.

- Ymomormo, ymormo!.. - Kkpudan oH. Korma on ysumen rpadpa, B I1asax ero
CBepPKHYJIa MOJTHVSL. ..



...I'padp, xax HaKa3aHHBIV, CTOSUI, OITIAABIBASACEH VI CTApasiCh YJIBIOKOVI BHI3BATh B
Cemene coxarteHme kK cBoeMy nooxernnto" (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 Dramati-
cheskii 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: “...v1 Hauaszace BoviHa, TO
€CTh COBEPIIIOCH ITPOTMBHOE YeIOBEYeCKOMY pasyMy ¥ BCeVl 4eJIOBEUeCKOV
npupone coosrtie” (Tolstoy, 1987, p. 5).

The space of war in the City is marked in The White Guard by the zoomor-
phic 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, be-
cause they link to such characters as Nikolka Turbin, Alexei Turbin and La-
riosik, 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»; La-
riosik looks like a bat with the wings cut.

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

"Xymovi, ceqoBatsli, ¢ TIOICTPVDKEHHBIMY YCUKAaMI Ha JIVICbeM OpUTOM JInile de-
JIOBEK, B OOTaTOVI UepKecKe C cepeOpsHbIMY Ta3bIpsIMI, 3aMeTasICs y 3epKajl. Bos-
Jle HeTo IeBeJIVINCh TPV HeEMeLKMX oduiiepa 1 IBoe pyccKux. ...OHM ImoMorm
JIICbeMy YeJIOBeKy IIepeolleThCs. ...3aTeM J[Bepb OTBOPWIACh, Pa3ABUHYJIVICH
IIbUIbHBIE [BOPIIOBBIE IOPTHEPHI I IIPOITYCTIUIN €ellle OIHOTO YeJIoBeKa B (popMe
BOEHHOT'0 Bpaua repMaHckovt apmum. OH IIpuHec ¢ coOOovI IeIyo IPyy I1aKeToB,
BCKPBUI MX VM HaIJIyXO YMeJIBIMM PyKaMu 3a0VMHTOBaJI FOJIOBY HOBOPOXKIEHHOIO
repMaHCKOrO Mariopa TaK, YTO OCTaJICS BVIHBIM JIVIIb IIPABBIV JIVCUV IJIa3 J1a
TOHKWVI POT, YyTh IPVOTKPHIBABILINIL 30JI0ThIe U IUIaTHHOBBIe KopoHKK" (Bulga-
kov, 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 sar-
casm in the accusations of the text narrator.

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

"[IBepb OTKpBUIaCh, ¥ BOIIeJI IIOXOXMII Ha 0eCXBOCTOrO XOpbKa KaIllUTaH — II0-

MOIIHMK HadaJIbHMKa cHaOxeHMs. OH BBIpasuUTeIbHO IIOCMOTpeI Ha OarpoBbie

TreHepaJIbCKVe CKIIaIKM Hall BOPOTHMYKOM V1 MOJIBWI

- Pasperre m0j10XUTh, TOCIIOAVH T'eHepal.
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- Bor uto, Bragumup denoposuy, - nepebust reHepast, 3a/1pIXasich 1 TOCKJIVIBO
Ormy>xmas r1asamy, — s IOYYBCTBOBaJI ce0sI IUIOXO... IPWINB... XeM... s cerdac
HIOeLy TOMOVA, a Bbl, OyAbpTe OOPHL, 0e3 MeHs pacIiopsInTeCh.

- Crymato, - JF00O0IIBITHO IS, OTBETWII XOpeK, — KaK ke IIpuKakeTe ObITh? 3a-
[IpaIvBaoOT M3 YeTBEPTOV APYKIMHEI 1 13 KOHHOTOPHOV BaJIEHKN. BBl m3Bomn
pacHopsaanTbCA ABeCTU ap?

- 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 meta-
phorical 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 patro-
nymic (Vladimir 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 oppo-
sition in the novel. The Colonel Nai-Turs is positively marked at the axiolog-
ical 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 Rus-
sian army battles (Nai-Turs - bui-tur Vsevolod from The Lay of Igor’s Cam-
paign). 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 (Karpukhi-
na, 2015). The prototype of the Colonel Denisov was Denis Davydov, the he-
ro 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), (Bulga-
kov, 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 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,
JUIVHHBIV, KaKMX YK HeT HU B OTHOV apMMI CO BpPeMeH KPeCTOBBIX ITOXOIIOB.
Parickoe crsrame X0ommwto 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» (Ha-
ber, 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 child-
hood, 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 EQgs, The Diavaliada). The im-
agery of enemies as reptiles was, in fact, remade in the ideologically marked
Soviet official discourse of the 1920s. Being contaminated with the tradition-
al 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 Bul-
gakov, too.

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

"3amenpkaymi MyMo 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 ITOOBAIBHOTO XOZa
I'MIMHa3UV 3MeeVl BTSHYJICA CTPOV, U IIacTh Hadasla 3arvlaThlBaTh psf 3a psimoM”

(Bulghakov, 1988, p. 78).
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"~ 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
mwrormans ctapovt Codprm mmet Ha mmapan (Bulgakov, 1988, p. 205).

Moreover, as Edythe C. Haber notes, “In his description of Petllyura’s pa-
rade, 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 6proxo ‘belly’, mymmnuviui “blurred’,
cuaa necmemnas ‘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
WUroJIbYaTOM CVHEM W CyMepeuHOM Bosayxe... TymanHO... TyMaHHO..." (Bulga-
kov, 1988, p. 141).

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

"[a, 6bUT BUEeH TyMaH. VIroybuaTslvi MOPO3, KOCMATBIe JIallbl, Oe3JTyHHBIV, TEM-
HBIV, a TIOTOM IIpeIpacCcBeTHRIN CHeT, 3a ['oporoM B Jaissx MaKOBKM CUHUX, yce-
SHHBIX CyCaJIbHBIMU 3Be3JaMU IIepKBell 1 He TTOTYXafoIIuil 10 paccBeTa, IIPUxo-
IISIIEero ¢ MOCKOBCKOTO Oepera [IHerpa, B Oe3M0HHOV BBICOTe Hafl TopofoM Biia-
ovvmpckmit Kpect. K yTpy ol motyx. U notyxim orum Haz 3emtent” (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 charac-
ters 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 3€J1eHBIX MICKOPKaX, KaK ypaIbCKUI CaMOLIBET, a JIEeBbIVI TeMHBIN. .. V1
MeHBIIIE POCTOM CTal...



- Buxrop BukropoBwd, myctuTe, 3aKpmdy, Kak OOr CBAT, - CTpacTHO cKasajla
AmroTta v 00H:Ta 3a ITefo MBIIIUIaeBCKOTo, — Y Hac HecuacTbe — Ajtekcest Baciote-
eBVYa paHWIN. ...

yﬂaB 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.
...PaHpITe Bcero: HM Ha KaKylo HOTY ONMChIBaeMBIVI He XpOMaJl, I pOCTy ObUT He
MaJIeHbKOTI'O ¥ He TPOMajIHOTO, a IIPOCTO BhICOKOro. UTo KacaeTcs 3y00B, TO C Jie-
BOVI CTOPOHEI y HeTO ObUIN IUIATHHOBBIe KOPOHKM, a C ITPaBOoW — 30JI0ThIe. ... BriOpuT
rnajaxo. bproner. Ilpasriii 171a3 YepHBIV, JIeBBIN IT0UeMy-To 3esteHbn" (Bulgakov,
1989, p. 8).

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

"...M1 OKaszaJlach Hajl rPOMaHBIMK IUIeYaMy rojioBa Iopyumka Bukropa Bukro-
positda MputaeBckoro. I'ortoBa 3Ta ObUIa OUeHBb KpacyBa, CTPaHHOV ¥ Iedalb-
HOWVI M IIpMBJIEKaTeJIbHOVI KpacoTOV [JaBHEVI, HAaCTOSIIEVI ITOPOObI M BBIPOXIe-
HuA. Kpacora B pasHbIx 110 11BeTy, CMeJIbIX IV1a3ax, B JJIMHHBIX pecHUIax. Hoc ¢
ropOmHKOM, I'yOBl roprble, 100 Oen 1 umct, 6e3 ocobrix mpumetr" (Bulgakov,
1988, p. 16).

Most of the characteristics in the picture of Myshlaevskii (the eyes of dif-
ferent 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 lite-
rary prototype of this charming trickster was the Cat Murr by E.T. A. Hoff-
man, the ideal educated narrator. Cat Behemoth is not given such a high sta-
tus 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 Wol-
and, and the everyday world of Moscow in the 1920s. He works as a “trans-
lator”, 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 ep-
igraph, which alludes to Mephistopheles, Bulgakov’s Woland relates to this
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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 OBUI KOTOM, IOTEIIABIIVIM KHSI35 ThMBI, Tellepb OKa3ayICs XyIeHbK/M
IOHOIIIEV], JIEMOHOM-TIaKOM, JIYUIIIIM IIYTOM, KaKOV CYII[eCTBOBaJI KOTHa-
6o 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 ob-
server, 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 ob-
servables 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 anthro-
pomorphic buffoon cat in the “real” world, which are made anthropomor-
phic by force:

"HaBasmmBImmce Ha KOTa ¥ CpbIBas C IIIeV TAJICTYK, YTOOBI BS3aTh €0, IPaKIaHNH
SIITOBWTO ¥ yrpoKaroliie OopMoTaJT:

- Ara! Crasio ObITB, Tellepb K HaM, B ApMaBup, IOXXaJIOBaJIM, TOCIIOAVH TUITHO-
tnsep? Hy, 3meck Bac He ucmyramvch. [la BBl He IpUTBOpsITeCh HeMbIM. Ham
y>Ke IIOHSITHO, UTO BBI 3a I'yCh!

Benn xoTa B MwmmIMio rpakiaHuH, Talja OeqHOTO 3Beps 3a IlepelHMe JIallbl,
CKpYUeHHBIe 3eJIeHbIM TaJICTyKOM, U JOOMBasCh JIETKMMI IIMHKaMM, YTOOBI KOT
HeITpeMeHHO ITIeJT Ha 3aJIHVIX JIaTlax.

- Bbl, - Kpruasn rpaXxgaHnH, COIIPOBOXKAAEMBIN CBUCTAIIVMM MaJIbUMUIIIKAMM, —
OpoceTe, OpockTe mypaka BasrsiTe! He Bemimet 10! VI3B0IIBTE MITH, KaK Bee XOMST!
YepHbIVI KOT TOJIBKO 3aBOWI MyYeHndecKye Ii1asa. JInmeHHbI IIpupoIon Japa
CJIOBa, OH HU B YeM He MOT orpasaarbcs. CriaceHneM CBOMM OeTHBIV 3Bepb 0051~
3aH B EPBYIO ouepenb — MWINLINK, 8, KPOMe TOrO, CBOEV XO35VIKe, [IOUTeHHOM
cTapymiKe-BroBe. JIUIIIb TOJIPKO KOT OBUI [OCTaBJIeH B OTHeJleHNe, TaM yOemu-
JIVICh, YTO OT TPaKIaHMHA CWIBHEVIINM 00pa3oM IIaXHeT CIIMPTOM, BCIIELNCTBIE
4yero B IIOKa3aHMIX €r0o TOoT4ac JKe YCOMHWIVCh. A TeM BpeMeHeM CTapyllKa, y3-
HaBIIIasl OT COCeMer], YTO KOTa 3aMeJIv, KMHYJlachk OeXXaTh B OTAeJIeHVIe 1 ITOCIIeNIa
BoBpeMd. OHa [1ajia camble JIeCTHBIe peKOMeHAaIluy KOTy, OOBsCHIWIa, UYTO 3HaeT
€ro IIATh JIeT C TeX IOpP, KaK OH ObUI KOTEHKOM, Py4aeTcs 3a Hero Kak 3a caMoe



ce0s1, TOKa3asIa, YTO OH HM B YeM IUTOXOM He 3aMeueH U HMKOI/Ia He e31wI B Mo-
ckBy. Kak oH pomwwicst B ApmaBuipe, Tak B HeM U BBIPOC VI yIWJICS JIOBUTE MBIITIETL.
Kot Gbut pasesizan v BO3BpallleH BilajieNnile, XJIe0HyB, Mpasra, rops, y3HaB Ha
IIpaKTHKe, UTO TaKoe ombKa 11 KireBeTa" (Bulgakov, 1989, pp. 341-342).

On the one side, this fragment of the novel is rich in different characteris-
tics 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 par-
ticipants of the “law discourse”: witnessing neighbors (koma sameau, deorwiii
36epyv, noumennas cmapyuixa-60o6a) and the owner of the cat (3naem eeo namo
/et ¢ mex nop, kax ot 0blA KOmeHKOM; py4aemcs 3a Heeo Kax 3a camoe cebs; oH Hu 6
ueM NAOXOM He 3ameueH U HUukoe0a He e30us 6 Mock8y; xax on poouics 6 Apmabu-
pe, maxk 6 Hem u Boipoc u yuuAcs 108ums Moiulei).

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_[V[VI Ha 3aJHMX JlallaxX ¥ BbIIIaYKaHHBIV IIbUIBIO KOT TeM BpeMeHEM pac-

KITaHMBaJICA ITepen, Maprapurrort. Terteps Ha Itlee y KOTa oKasasicst Oertbit ppad-

HBIVI TAJICTYX DaHTVIKOM, a Ha IpyAM IIepIaMyTPOBBIV JaMCKIIT OMHOKITb Ha pe-

MEIIIKe. Kp0Me TOrO, YCbI KOTa ObUIV BBI30JIOUEHBL

- Hy uto xe 310 Takoe! - BockymmkHys1 Borrasm, — 3aueM ThI 11030510TWII yebI? 1 Ha

KOV uepT Tebe HyXXeH raJICTyX, eI Ha Tebe HeT IITaHoB? <...>

- He IIOHVIMalO, — CyXO BO3pakaJl KOT, — ...A BIVDKY, UYTO KO MHE ITPVIMEHSIIOT KOe-

KaKne IIpuapKy, 1 BVDKY, YTO IIEPENO0 MHOIO CTOUT CEPbe3Hast Hp06neMa - OBbITB

71 MHe BooOuie Ha 6aity?" (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 be-
fore 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 anth-
ropomorphic 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
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owner. In the cultures, where there is the dominated attitude to the conven-
tionality of a sign, changing dresses is strictly institutionalized. Changing
dresses in such cultures is possible only in some situations. This is funda-
mental 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:

"Tlopasuiio Mapraputy To, uTo BostaHn BeIIllesI B 3TOT ITOCIIEIHU BEJIUKUI BbI-
XO0J1 Ha OayIy KaK pas B TOM CaMOM BUJIe, B KaKOM OBUI B CliayIbHe. Bce Ta e rpss-
Has 3aIUlaTaHHas COpodYKa Bucesla Ha ero Ivledax, HOTM ObUIM B CTOITaHHBIX
HOYHBIX Tydrrsix. Bormagg ObUT co Immiarovt, HO 3TOV OOHa’KeHHOV! IIIIArol 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 3aruiaTanHasi pyOaxa v cTOITaHHBIE
qumn. Bostaxg oxasasicst B KaKov-TO YePHOW 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 charac-
ters, 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 situ-
ations, initiated by Woland and his escort.

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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