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Music as Text in the Works of
Bulgakov

Edna Andrews
Duke University

Yana Lowry
Saint Leo University

“TeKcT B TEKCTE — OTO CMELH(PHUCCKOE PUTOPHICCKOE
[OCTPOCHHE [IPU KOTOPOM Pa3iIH4Yne B 3aKOAHPOBAHHOCTH
Pa3HBIX YacTCH TEKCTA JCNAeTCst B bl 5L B J1 € H H Bl M
(akTOpOM aBTOPCKOTO MOCTPOCHHS M YHTATEIBCKOTO
BoCHpuATHs TekcTa. Ilepexiiouenue u3 oIHON CUCTEMBI
CeMHMOTHYECKOTO OCO3HAHMSI TEKCTA B JIPYTYIO HA KAKOM-
TO BHYTPEHHEM CTPYKTYPHOM PyOEKe COCTaBIISET B TOM
ciydae OCHOBY reHepupoBanusi cMbiciaa”. F0.M. Jlorman
(1992a : 110)

“Text within a text is a special rhetorical
construction where the difference in the
codification of various parts of the text is the
critical factor in understanding the author’s
vision and the reader’s response to and
perception of the text. In this instance, switching
from one system of semiotic comprehension of
the text to another across something like an
internal structural boundary provides the basis
for the generation of meaning”. - Juri Lotman
(translation by authors)!

We begin our analysis with a quote from Lotman’s seminal article,
“Text within a text”, in which he explores the phenomenon as an important
system-level, semiospheric notion, as well as a key to understanding
artistic (xymoxecrennsiif) and cultural texts and their ability to generate
multiplicities of meaning. This is particularly interesting in the context
of examining Bulgakov’s use of what we will refer to as musical texts.

RS, vol. 35 (2015) n° 1 © Association canadienne de sémiotique / Canadian Semiotic Association
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One of the fundamental principles of the Tartu-Moscow school of
semiotics focuses on defining culture texts, a structure through which
cultural information about the self and the surrounding context are
acquired (Ivanov et al. 1973/1998 : 3.0-3.1). Culture texts are broadly
conceived to include not only artistic forms of literary/visual/sound
texts, but also simple speech acts and other meaning-generating systems
(Andrews 2003 : 165). Lotman’s later work on artistic textual space and
artistic texts is contingent upon at least two basic principles of semio-
spheric organization : (1) all semiospheres? are a multiplicity of variegated,
potentially hierarchical and multileveled languages and culture texts,
and (2) the codes correlated with specific texts may be lost if the text
is inadequately contextualized in a given semiospheric space, and thus
may be “untranslatable” at given moments on the space-time continuum
(Lotman 1992b : I. 11-24). The distinguishing properties of the artistic
text from other text types are given at the structural level, where the
text must be organized such that the reader perceives semantic signals
pointing to the artistic text (Lotman 1992b : 1.204-5). Lotman is very
keen on the notion that, in distinction to other textual types, the artistic
text presents a complex of conflicting indices as a result of its essence,
which is to represent the general principles of a culture’s organization :

ToJIbKO XyJOXKECTBEHHBIE TEKCTHI MOTYT OBITH IPEIMETOM B3aUMOHCKIIOYAIOMIUX
AKCUOJIOTUUECKUX OLIEHOK. XOTs Xy[0XKECTBEHHbBIM TEKCTaM B OOIIEH HepapXuH KyIbTyphl
OTBOZUTCS ONPEJENIEHHOE MECTO, OHH ITOCTOSIHHO NPOSIBIISIOT TEHAEHIIMIO K PACIIONIOKEHUIO
Ha IPOTUBOIIONOKHBIX KOHIAX JIECTHUIIBL, TO €CTh B HCXOJHON MO3UIIUHN 33Jal0THEKOTOPBIi
KOH(JIUKT, CO3JAIOIINII MOTEHIIMAIBHYI0 BO3MOXKHOCTb JanbHeinield HeHTpaau3annu
B HEKOTOPHIX aMOUBAJICHTHBIX TEKCTaX.... BHyTpeHHass OopraHu3anus XyZOXKeCTBEHHOH
JUTEPATYphL... ©30MOP(HA KyJIbType KaK TaKOBOMW, MOBTOPSIET OOLIME NMPHHIMIIBI ce
opranusanuu. JIureparypa HUKOTja He IPEACTaBIseT co00H aMOp()HO-0XHOPOIHOM CyMMBI
TEKCTOB : OHA HE TOJILKO OpPraHM3alus, HO U caMOOpraHusylomuicsa mexanusm. Ha camoit
BBICOKOH CTYIIEHH OpTaHM3alll{ OHA BBIACIIACT IPYIITy TEKCTOB Oosee abCTpaKTHOTO, YeM
BCSI OCTaJIbHAs MAcca TeKCTOB, YPOBHS, TO €CTh METaTEKCTOB.

Only the artistic text may be the object of mutually exclusive axiomatic
values. Even though artistic texts in the general hierarchy of culture have
a particular place, they are constantly demonstrating tendencies toward
movement to the opposite end of the spectrum, i.e., in their initial point
there already exists a specific conflict that creates the potential for further
neutralization in ambivalent texts... The internal organization of literature is
isomorphic to culture as such and repeats the general principles of [cultural]
organization. Literature never presents itself as an amorphous, unilateral
sum of texts : It is not only organizing, but a self-organizing mechanism. At
the highest level of organization literature selects the group of more abstract
texts, that is, metatexts. (1992b : I. 206-7; trnaslated in Andrews 2003 : 79)

The notion of music as text in Bulgakov is central to understanding
his oeuvre, is fully integrated into the verbal and aesthetic functions
of his work, and is best understood from the perspective of Lotman’s
notion of text within a text. As Lotman explains, what may appear to
be an intrusion of a fragment?® into a “foreign” language may become a
generator of new meanings (1992a : 110) :
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Bropxenne “o010MKa” TEKCTa Ha 4yXKOM SI3bIKE MOKET HIPaTh POJb FEHEpaTopa HOBBIX
CMBICIIOB. DTO MOJYEPKHUBACTCS, HAIPUMEDP, BO3MOXKHOCTBIO BBEICHUS TOBOPEHHN Ha
“HuKaKoM” sI3bIKE, KOTOPBIE, OJIHAKO, OKa3bIBAKOTCS YSP3BBIUAHO HACHIIIICHHBIMH CMBICIIOM.

The intrusion of a fragment of text into a foreign language may become a
generator of new meanings. This process is emphasized, for example, by
the possibility of introducing speech in “not any kind of” language, which,
however, turns out to be exceedingly saturated with meaning.

This is precisely what we see as a variety of musical texts “intrude” into
the artistic space-time continuum of Bulgakov’s works. In the case of
Zoya’s Apartment, (henceforth abbreviated as ZK), we will demonstrate
how the interaction of musical and verbal texts leads to a fascinating
and unexpected re-evaluation of the narrative.

The manifestation of musical texts for Bulgakov includes not only
a wide variety of genres (operatic arias, art songs, folk songs, popular
and military melodies, children’s songs and liturgical music), but also
an interesting array of realizations of music, where (1) musical works
are played at particular moments in the text, (2) characters perform a
piece of music in real time or refer to a musical piece they had performed
in a different context, (3) musical scores and lyric are present in the
text, (4) specific instruments are present in the text, (5) the source of
the background music is specified in the text, (6) characters bear the
names of famous composers or musical instruments, and (7) even the
name of the performer of the musical piece is specified (cf. Chaliapin is
singing Mephistopheles’ aria from Gounod’s Faust at the beginning of
Zoya’s Apartment).

Bulgakov’s usage of music as text as described above is found in all of
his major works, and is a powerful, dynamic characteristic of polysemic
meaning generation. It also presents an interactive challenge to the reader
that compels him or her to actively participate in the narrative. That is,
if the reader takes up the challenge, then the narrative becomes more
synthetic and “explodes” multidimensionally in its realization. There
are altogether nineteen occurences that qualify as examples of music
as text in Zoya’s Apartment (compared with 16 in Days of the Turbins).
Fifty percent of the musical examples in Zoya’s Apartment (henceforth
alternatively refered to as ZK) are based on 2 works : Rachmaninov’s Ne
poj, krasavica, and the aria Parigi o cara from Verdi’s La Traviata. In the
following sections, we will examine each of the examples from Zoya’s
Apartment in terms of the types of music as text in order to demonstrate
how Bulgakov creates, through his use of music and musical imagery,
a parallel textual world that can be “read” on par with the verbal text.

Zoya's Apartment (1926/1997)

We will not summarize the entire storyline of Zoya’s Apartment here
(relevant lyrics and musical notation are given in Appendix A), but we
would like to remind the readers that this play, listed as a “tragicomedy”,
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has been enjoyed on theatrical stages around the world time and again
until the present day, despite the fact that, as Proffer notes, it was not
seen as an espacially innovative play that broke new ground (1984 : 228-
234).* Bulgakov himself noted his affection for his characters (including
Zoya, Obolyaninov, Ametistov, Xeruvim, Manusya, Goose, Alla), flawed
as they may be, and his disagreements with the stage director, Andrej
Popov, concerning the major themes of the play — “depravity and com-
edy” (mouutocts u kommsm) (Petelin 2007 : 8). Bulgakov specifically notes in
disbelief that Popov wanted the “musical and noise coloring” to reinforce
precisely these themes. What we will demonstrate in the following analysis
is that Bulgakov did not abandon his vision and used music as text for
a very different purpose.

Central Musical Texts of Zoya’s Apartment : Gounod, Liszt, Rachmaninoy,
Verdi

ZK (Act I, Scene 1) opens with specific set directions and music :
Mephistopheles’ aria about human greed and adoration of “The Golden
Calf” from Gounod’s opera Faust (Act II, Scene 3), the first lines of the first
and second verses (“Ha 3emiie Becb pos JIFOACKOH, UTHT OMH KyMHP CBAIICHHBIH. . .,
B ymumiieHun cepyiedHoM, npocnasisis uerykad...” [All people on the earth wor-
ship one holy idol..., with tenderness in the heart, glorifying the calf...]
(1997 : 52)) sung by Fyodor Chaliapin. It is well attested that Bulgakov
was an avid opera lover and often went to the opera in Kiev beginning
early in his life (Proffer 1984). His favorite opera was Gounod’s Faust,
and he would have heard it and others translated into Russian as that
was the convention of the day.® Not only are the opera, specific aria and
text important, but also the fact that the performer is designated.

The second and third musical examples (1997 : 57), also from Act
I, Scene 1, refer to Franz Liszt’s Rhapsodie Hongroise No. Il and Sergei
Rachmaninov’s Ne poj, krasavica (Sing No More, My Lovely Woman,) :

Postnb Toe-To oTHAneHHo u 6paBypHO UrpaeT Bropyro panconuto Jlucra.

Posinb BHe3anmHO 0OpbIBaeT OpaBypHOE MECTO, HaYMHAaeT poMaHc PaxmanunoBa. HexxHblid
rosoc noet : He 1o, kpacasuua, npu Mue, Tol nieceH [py3uu nedanbHoi. .. ¢

On the background, a grand piano is playing the Second Rhapsody by
Liszt.

The piano abruptly stops during a fast passage, and begins playing
Rachmaninov’s art song. A tender voice sings : “Sing no more, my lovely
woman, in my presence, your sad songs of Georgia...”

Here again, Bulgakov is careful to specify the works and even how they
are played (cf. 6paBypHo). Rachmaninov’s art song, Ne poj, krasavica,
is one of two central musical texts evoked throughout the entire play.
There are 12 specific references to this important piece (lyrics based on
a poem by A.S. Pushkin) in Act I, Scene 1, Act I, Scene 3, and Act III,
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Scene 1 (1997 : 58-59, 61, 63-64, 72, 100, 117) :

AKT niepBblii, KapTuHa nepsas (ctp. 58-59)
3 0 5. Jloxxurecs, noxuteck, [lapnauk. S Bam ceituac Bagepuanku nam. Moxer ObITb, BUHA?
O06ounbsHuMHOB. Kuepry BUHO 1 Basepuanky! Pa3Be MHE OMOKeT BajepuaHka’?

Zoya : Lie down, lie down, Pavlik. I will bring you Valerian right away.
Perhaps some wine?

Obolyaninov : To hell with Valerian and wine! Do you think Valerian
will help me?

Tonoc noem : “... Hanomunaiom mme onu opyayio scusns u bepee oanvhuil...”

The voice sings : “...they remind me of another life and far away shore...”

O06oabsaHuHOB. Her, 3o0s Jlenucosna! ITycTs OH caM Croia IpuaeT U IPU MHE Pa3BeIeT.
OH moieHHUK. Boobuie B MockBe HET HH OHOTO MOPSJOYHOTO YeIoBeKa. Bee sKyImuKi.
Huxomy Henb3s BepuTh. U rosoc 31oT beTcs, Kak ropsdee Macio 3a mero... Hanomunaror
MHE OHH... IPYTYIO KH3Hb U Oeper JalbHHUIL...

Obolyaninov : No, Zoya Denisovna! He must come here, and prepare it
right in front of me. He is a cheat! In general, there is not a single de-
cent person in Moscow. They are all con artists. No one can be trusted.
And this voice is pouring out like hot oil on your neck... they remind
me of another life and far away shore...

3 0 s1. [TaBnuk, poaHEHbKHI, moTepnute, noreprure. Ceifyac OHa ero MPUBE3ET.
Tonoc ynopao noer : “... Hanomunarom mue onu...”

O 6o0nbsHHHO B. HamoMuHaloT... MHE OHH... APYTYIO JKH3HB. Y Bac B JOME IPOKIIATHII
JIBOP.

Zoya : Pavlik, my dear, be strong, be strong. She will go and get him
immediately.

The voice persistently sings : “ ....they remind me...”

Obolyaninov : They remind....of another life. Your house is on a cursed
street...

AKT 1niepBblIii, kKapTuHa TpeThs (cTp. 61, 63-64, 72)
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O6o0unbsHUHOB. Bor. (Oxusaer.) Bor. (Oxwui.) Bor. HanoMuHaroT MHE OHH... HHYIO
JKHU3HBb U Oeper JanbHHM... 3aueM ke, 30iika, CKpBUIM 3akar? S Tak U HE IOBUAAI €To.
OtkpoiiTe 1WTopHl, OTKpoiite. 3 0 5. [a, aa... (OTKpbIBaeT IITOPHI.)

Act I, Scene 3 (p. 61, 63-64, 72)

Obolyaninov : Yes (coming to life). Yes (having come back to life). Yes.
They remind me... of another life and far away shore... Zoya, why did
you cover up the sunset? I didn’t get a chance to see it. Open the
curtains, open them.

Zoya : Okay, okay... (opens the curtains.)

B okne eycmoii matickuii seuep. OKkHa 3adxcuearomcest 00Ho 3a opyaum. OueHb omoaieHHO
mysvika 6 “Axeapuyme”.

O 6o0nbsHUHO B. Kak Xopomio, TIsHbTe... Y Bac 04eHb MHTEPECHBIH JBOp... 1 Geper
nanbHuii... Kakoil TMBHBII TOJIOC eI ATO...

A May evening outside. One by one the windows light up. Somewhere
far away is music in “The Aquarium.”

Obolyaninov : How nice, look...You have a very nice yard...and far away
shore...What a wonderful voice sung this...

(cTp. 63-64)
OO0O0nbsHMHO B (B TOCTHHON). HanmoMUHAIOT MHE OHH...

3 o a. [laBnuk, a [MaBnauk. S nocrana Oymary. (ITaysa.) I'pad, caenyer name uto-HUOYAB
OTBETHTbH, HE MHE BaC dTOMY YUHTb.

O 060155 HuHO B. Hanomunaror... [Ipocture, paau 6ora, s 3ameutancs. Tak BB TOBOPHTE
rpad. Ax, 304, MOXKanyicTa, He Ha3bIBATE MEHS rPa)OM C CETOIHSIIHETO JAHS.

(p. 63-64)
Obolyaninov (in the living room) : They remind me...

Zoya : Pavlik, Pavlik. I got the document (pause). Count, it is only good
manners to answer the lady. I am not the one who should be teaching
you that.

Obolyaninov : They remind me...Please forgive me for God’s sake, I
was dreaming. You are saying — count. Oh, Zoya, please do not call me
count anymore.

3 o s. [Ipunercs, BuaHO, Jluzanpky wim MpIMpy nponucarh, ax, Kak Obl MHE 3TOrO HE
xorenock! Hy, magno. Otersre, [1aBinuk, Ha npeanpusTie Bbl coracHbl? Meiite B Buny,
MBI Pa30PEHEL.
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O 605k st HUHO B. CortaceH. HarloMiHarOT MHE OHH. ..

Zoya : I might have to register Lizanika or Mumra in this apartment,
and I really would not wish to do it! Oh well. Please answer me, Pavlik,
do you agree to go into business with me? Keep in mind, we have no
money.

Obolyaninov : I agree. They remind me...

(ctp. 72)

AMeTHCTO B. YBICKINCh BOCHOMUHAHUSMH JeTCTBA. Beap Mbl pociu ¢ 3oedxoid. S
ceiyac npsmMo pulaa.

O6o0nbsHUHO B (cMOTps Ha Oprokn). HaroMiHAIOT MHE OHHL...
(p. 72)

Ametistov : We got carried away with recollections of our childhood.
We grew up together with Zoya. I was literally sobbing just now.

Obolyanov (looking at his pants) : They remind me...

Akt Tpetuii, kapTuHa nepsas (ctp. 100)
Act III, Scene 1 (p.100)

O 0 o0nbsHUH O B. S He OO0 KapT, 51 Jiro6ro ommazneil. @apaon. B TpunaaaTom roxy
B [letepOypre oH B3su1 rpan-npy. HanmoMuHaIOT MHE OHH...

Obolyaninov : I do not like playing cards, I like horses. Pharaoh. In
1913, in Petersburg, he won the Grand Prix. They remind me...

Tosnoc ryxo noer : “Hanomunaror Mue oxe...””

A hollow voice / : “They remind me...”

AKXT TpetHii, kKapTHHa Bropas (cTp. 117)

AmerTucTo B (nosBisiercs). MascTpo, mporry B 3ai1y K pOsuIro. [OCTH MpocsT yaH-CTaIL.
O 060k HUHO B. XOpOIIO.

3 0 5. [TaBnuk, IlaBnuk, morepnuTe, HOTEPIIUTE.

O 605k sHUHO B. S Teprunto. HanmomMuHaoT MHE OHU.

Act III, Scene 2 (p. 117)

Ametistov (comes in) : Maestro, please come and play the piano in the
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living room. The guests are asking for a “one step.”
Obolyaninov : Fine.

Zoya : Pavlik, Pavlik, stay strong, stay strong.
Obolyaninov : I am trying. They remind me...

As these examples clearly show, there is a very strong textual tie between
Obolyaninov, the melancholic superfluous former aristocrat and lover
of Zoya, and Rachmaninov’s music and Pushkin’s verse — “HanmoMuHaror
MHE OHE JIPYT'yI0 )KH3Hb 1 Oeper nansauil” (“they remind me of another life and
far away shore”).2

The second major musical text that begins in Act I, Scene 3 (1997 :
65) and reappears multiple times, through Act III, Scene 2 (1997 : 86,
124), is the famous duet of Violetta and Alfred from Verdi’s La Traviata.’
However, Bulgakov makes an interesting change to the lyrics. Compare
the following :

Verdi/Piave : (original Italian) Parigi o cara noi lasceremo, La vita uniti tras-
correremo. De’ corsi affanni compenso avrai, La tua salute rifiorira. Sospiro
e luce tu mi sarai tutto il futuro ne arridera. (We'll leave Paris, my dearest,
Together we’ll go through life. In reward for your past sorrows, You’ll bloom
into health again. Breath of life, sunshine you’ll be to me, All the years to
come will smile on us.)

Verdi/Piave : (standard Russian libretto translation of original Italian) ITapuix
TIOKMHEM, TI€ TaK CTpaaaliu, rac OBLIO CTOIBKO MYK U II€9aJIi; MAD CBETJIBII CYACThSI BHOBB
K HaM BEPHETCS B THXOM NPUIOTE JajbHeil cTpaHbl. TaM CHOBA paloCTh HAM YIBIOGHETCS, U
Hamre rope 3a0yneM Msr!

Bulgakov : “Ilokunem, mokuHeM Kpaii, rae Msl Tak crpajgain...” (We will abandon the
land where we have suffered so terribly)

Bulgakov repeats this specific musical passage three times
throughout the play. All three times are associated with Obolyaninov
and Zoya, and the final appearance of this aria near the end of the play
is particularly interesting as it is sung by Mymra in the “play within the
play” staged in Zoya’s apartment. If we examine the first two instances
carefully, we see that they are (1) almost identical in presentation and
(2) both are directly related to being in Paris by Christmas :

30s. Ax, [TaBuk, Bac AEHCTBUTEIBHO Hy:KHO IOMECTUTH B My3eil. A BEI Oepure, Gepure.
Iycrb nator. Kaxknast konelika gopora.

Tonoc anyxo u nescno 20e-mo noem noo posns : “llokunem, nokurnem Kpai, 20e Mvl max
cmpadanu...” [Tomom obpvieaemcs.

B Hapuoic! K Posicoecmgy Mbl OyieM IMETh MIULTHOH ()PaHKOB, S BaM pydarocs. (1997 : 65)

Zoya : Oh, Pavlik, you should be put in a museum. You should take the
money. Let them pay. Every penny counts.
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A hollow and tender voice is singing somewhere with a piano : “We
will abandon the land where we have suffered so terribly...” Then stops
abruptly.

To Paris! By Christmas we will have one million francs, I guarantee it.

3o0s. Jlo PoxxaectBa Tonbko 4etbipe Mecsina. K PoxaecTBy Bbl cBOOOIHBI KaK NTHIA, B
KapMaHe y Bac BU3a U HE CTO IATHIECST YEPBOHIIEB, a BTPOE, BYETBEPO OoJblie, i He Oy1y
KOHTPOJINPOBATH Bac M HUKTO... HUKOrAa. CIBIIINTE, HUKTO HE YHAeT Kak AJuta paborana
MaHeKeHIuLei. .. BecHoit Bbl yBuaute bosbime OynbBapsl. Ha HebOe nan [TapuxeM BeCHOO
CHPCHEBBIIl OTCBET, TOUb-B-TOUb TAKOU. (BulOpacvieaem u3 wikagha cupenegyio mamepuio.)

Tonoc noj posttb moet rayxo : “IlokuHeM, MOKUHEM Kpaii, Tie Mbl TaK cTpajaiu...”
3Haro, 3Haw... B [Tapmxke mobOuMslii uenosek. (1997 : 85-6)

Zoya : There are only four months until Christmas. By Christmas you
will be free as a bird, and in your pocket you will have a visa and not
just one hundred fifty gold coins, but three times, four times more. I
will never control you and no one...ever will. Do you hear me? No one
will find out that Alla worked as a model... In the spring, you will see
the big avenues. In the spring there is a purple reflection in the Paris
sky, just like this (gets out of the closet some purple fabric).

A hollow voice sings : “We will abandon the land where we have suf-
fered so terribly...”

I know, I know...your beloved is in Paris.

In all three instances, Bulgakov makes an important change to the
original libretto. In La Traviata, Violetta and Alfred sing of leaving Paris,
a place where they had suffered, and moving to a new place where they
can be happy and healthy. In ZK, Zoya and Pavel talk of leaving for Paris
to start a new life and leaving Moscow, a place where they have suffered.
This significant revision is a key to revealing an entire network of con-
nections between the musical texts and the theme of emigration. And it
is not just any emigration, but emigration to Paris.

In fact, all of the artists mentioned by Bulgakov, whether they be
performer or composer or both, had fates that involved emigration from
their homelands (Chaliapin and Rachmaninov left Moscow in 1917 and
had residences and summer homes in Paris, Liszt emigrated to Paris in
1823 with his family). Additionally, Liszt and Rachmaninov were known
as two of the greatest pianists in the world in their respective centuries,
both having very large hands. Obolyaninov is also a pianist.

The importance of Franz Liszt as a figure relevant to Bulgakov’s play
is fascinating. There are several facts from Liszt’s biography that make
Bulgakov’s choice quite compelling. For example, Liszt composed the
famous Faust-Symphonie in 1854. (The importance of Faust [Goethe’s
and Gounod’s] cannot be overestimated in Bulgakov’s oeuvre.) As Walker
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states (Walker 2001 GMO : Liszt 16) :

Liszt had been introduced to Goethe’s Faust by Berlioz in 1830, and
had long nourished a desire to reflect that literary masterwork in music.
(Appropriately, Liszt’s score is dedicated to Berlioz.) For many years his
itinerant lifestyle had placed one obstacle after another in his path, and had
prevented the realization of his plan. Once settled in Weimar, however, a city
which still resonated with Goethe’s presence, the work took possession of
him and he put the best of himself into it.

Frank Dawes (2001 GMO : Piano Duet) discusses Liszt’s important
contribution to piano duets, and here again there is an interesting
connection to Gounod’s Faust :

Liszt arranged his orchestral rhapsodies, all his symphonic poems and even
Via crucis; and such intractable or seemingly intractable works as Bach’s St
Matthew Passion, Haydn’s The Creation, Verdi’s Requiem, all Strauss’ tone
poems and symphonies, as well as complete operas (e.g. Wagner’s entire Ring
cycle and Tristan, Gounod’s Faust), appeared in duet form. It was at one
time possible to buy almost the complete works of Saint-Saéns as duets.!°

But there is also a connection between Rachmaninov, Liszt and Gounod’s
Faust (see Rachmaninov’s performance diary (http://gmlile.com/rach-
diary/listingroleD.aspx?d=true). Specifically, Rachmaninov performed
the Gounod/Liszt Waltz from Faust many times, beginning in Moscow
on January 30, 1892, with numerous performances in 1919-20, 1924-
25 and 1938-39.

The connections between Rachmaninov and Liszt do not end here.
There is a famous gramophone recording of Rachmaninov playing Liszt’s
Rhapsodie Hongroise No. II from April 23, 1919 recorded in New York by
Edison Recordings (https://musescore.com/node/86340).!! Both Rach-
maninov and Liszt produced brilliant works inspired by Paganini, Chali-
apin and Liszt have strong connections to Gounod’s Faust, Rachmaninov
and Chaliapin were very close friends, and all three have important
connections to Paris. Gounod’s Faust premiered in Paris on March 19,
1859 at the Théatre Lyrique.

There is one other moment from Liszt’s biography that is potentially
interesting. Liszt was not admitted to the Paris Conservatory because
he was a foreigner, and was interviewed unsuccessfully by the conserva-
tory’s director, Luigi Cherubini (Walker 2001 : Liszt 2). The similarity
of the names Cherubini, who Walker notes was also “a foreigner,” and
Bulgakov’s Chinese character Xeruvim/Cherubim is intriguing. Liszt
performed in Kiev in February, 1847 and spent 3 months at Princess
Carolyne von Sayn-Wittgenstein’s home in Voronitsi/Woronince (autumn
1847 to January 1848) (Walker 2001 : Liszt 11).

Secondary Musical Texts in Zoya’s Apartment : Chopin, Peterson,
Radoshevskaya, Liturgical, and Folk Music

There are four more musical references that include specific lyrics
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that occur once each : Karl Aleksandrovich Peterson’s famous Christmas
verse/song, The Orphan (Cupomka) (1997 : 65-66), the well-known
liturgical piece, Many Years (Mnoeas nema) (1997 : 74), Radoshevskaya’s
romance Chrysanthemums (Xpuzanmemwvt) (1997 : 89), and the Russian
folk song Quarter Moon is Shining (Ceemum mecsy) (1997 : 96).'2 There is
also a reference to the famous Gypsy folk song, Two Guitars, in Act III,
Scene 2, where Lizan’ka is singing and Ametistov is playing the guitar,
but with comical substitutions of the lyrics.!®

Peterson’s song is used to introduce Ametistov into the play in Act I,
Scene 3 (1997 : 65-66). The title of the piece, The Orphan, is an interesting
commentary on Ametistov and his questionable origins. This piece is
played on a “broken-down piano” («mog akkoMmnaHeMeHT pa3duToro GoprennaHo»
[1997 : 65]); it also has a close connection to Christmas and is referred
to in Russian as a Christmas Verse (ceésmounoe cmuxomeopenue). It is pre-
cisely the connection of this piece with Christmas that ties it into the
usage of Verdi’s La Traviata. The dialogue surrounding the appearance
of Violetta and Alfredo’s duet not only includes mention of running away
to Paris, but doing it “by Christmas” (1997 : 65, 86 [examples given in
previous section]).

Finally, a Chopin “Nocturne” is mentioned, but we do not know which
one Bulgakov has in mind. There are two very interesting moments in
Chopin’s biography that suggest that it is Chopin himself who is most
important in this reference and not the specific nocturne. First, Chopin
emigrated from Poland in 1831, and while he was initially in Vienna, his
destination was Paris (Michatowski & Samson : Chopin 2 GMO). Cho-
pin, like Liszt and Rachmaninov, was a world-renowned pianist of the
romantic tradition and child prodigy. Obolyaninov is playing Chopin’s
nocturne on piano with Ametistov on violin (Act II, Scene 2, 1997 : 95).

“nst Bynrakosa, kak juist [lymrkimna
1830-X rr., KyJIbTYpa HEOT/IE/TMMA OT
HMHTHMHOMN, COKPOBEHHOI JKH3HN”.
-J. Lotman (1992b : I, 462)

Home/Anti-Home/Homelessness (Jom/AHTnaom/besgombe) in Musical
and Verbal Text

Lotman’s essays on Bulgakov clearly situate him in the tradition
of Pushkin and Gogol. And one of Lotman’s strongest examples of this
connection is revealed in Bulgakov’s use of what Lotman refers to as
the opposition home/anti-home, which is one of the “universal themes
of world folklore” (1992b : I. 457-463).'* Lotman provides examples of
Pushkin’s focus on “home” and Gogol’s focus on the contrast of home/
anti-home and homelessness; and demonstrates how the “symbolism of
home/ anti-home becomes an organizing principle of all of [Bulgakov’s]
works” (1992b : 1. 458).

Andrews (2003 : 74-77) argues in favor of expanding Lotman’s
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binary opposition of home/anti-home to an irreducible triadic relation-
ship of home/anti-home/homelessness. Such a shift enriches the op-
positional relationships between the three semiotic spaces, and also
attributes more significance to homelessness, as both a state and a
process (ibid.). Furthermore, a shift to triadic structures paves the way
for yet another organizing principle of Bulgakov’s artistic-textual space,
namely the road.'® As Andrews states (2003 : 76), “It is precisely through
homelessness that the plane of spatial development shifts to the road
and its various structural types. Here, Bulgakov’s textual space is more
of the nature of multiple planes as opposed to points or lines” (ibid.)

Another focus noted by Lotman is Bulgakov’s use of what he calls
“false home” (noxusiit 1om) in The Master and Margarita. Examples from
Bulgakov’s last novel include communal apartments, the insane asylum
(cymacmenmmii mom), the Griboedov House (Jom I'puboenosa), Margarita’s
stately home (oco0usxk, ocobnsiuok), Pilate’s palace in Jershalaim, and even
Hell. The false home is juxtaposed to the “true home”, apartments where
we hear the sounds of a piano (as opposed to a gramophone), and rooms
of apartments where there are books, a fireplace or stove, and bronze
lamps with shades, etc.'® Lotman specifically identifies Zoya’s Apartment
as one of many Bulgakov plays and works whose central structure is
built around the home/anti-home opposition (1992b : I. 462-3). Lotman
also characterizes ZK at the “lowest point” on the curve of the quintes-
sential “anti-home” (1992b : I. 463). This interpretation is not surprising
when one includes an active reading of the musical texts. Clearly, the
play opens with Mephistopheles’ aria from Gounod’s Faust, where he
sings about human greed, golden idols and how Satan is leading the
ball (see Appendix A).

The example of the sound of piano vs. gramophone is one of the
contrasts that occurs frequently in ZK. It is only when we hear classical
fortepiano music, see the sheet music from Faust and other operas (as
in Days of the Turbins) that we have contact with the notion of home
and, in the case of Zoya’s Apartment, the remnants of a former home.
The sounds of the broken-down piano and gramophone tell the reader
that they are in a very different world in Moscow of the NEP period than
we find the Turbin family in Kiev on the eve of the Bolshevik revolution.

If we bring together all of the musical textual examples that are
found in ZK discussed above, it becomes clear that these musical images
form a coherent and very compelling textual narrative. Whether we look
at the composers themselves, the performers, the lyrics or the actual
musical pieces, we consistently run into one of the “nameless” main
characters of the play : Paris. Paris as a potential “new home”, serving
as an escape from the Moscow “anti-home”. Paris as an artistic haven
for aesthetic realization — the home of the premiere of Gounod’s Faust,
the city where Liszt, Chopin, Rachmaninov, Chaliapin performed and
lived. Paris as a haven where we will once again celebrate Christmas.
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(Consider Bulgakov’s focus on Christmas and his refusal to agree to the
Bolshevik law to abolish it in 1918.) Paris where loving couples can real-
ize their dreams (Zoya and Obolyaninov) or be reunited with their loved
ones (Alla and her beau).

The tragedy of Paris is emphasized by the appearance of Verdi’s La
Traviata and Bulgakov’s mdifications of the original lyrics. Parigi o cara
is sung in the opera La Traviata as Violetta is dying. Alfredo and Violetta
both know that they will never be able to leave Paris and move to a new
land where they can be happy. This musical text belongs to Zoya and
Obolyaninov in ZK. Zoya and Obolyaninov are not physically dying, as is
Violetta. Their death is a spiritual one, where the life they are destined
to live is one bound together with “homelessness” and “anti-homes”
and not with a true, Bulgakovian “home”. Obolyaninov will never enjoy
the opportunity of playing his music in Paris. Thus, in the end, Zoya’s
Apartment is the prelude to the loss of home entirely, homelessness, a
future of “wandering” (crpancreue) and a constant longing to emigrate.

Our analysis of the presence of music-as-text in Zoya’s Apartment
shows that it is through the musical texts that the reader can apprehend
the true tragedy of Bulgakov’s play — the longing for a “true home”, a
“home” that is profoundly given in Pushkin, and Bulgakov allows Pushkin
once again to be the spokesperson for this “home” through Rachmani-
nov’s heart-wrenching melody :

He mnoif, kpacaBuma, mpu MHE Sing no more, my lovely woman, in my
presence

Tot mece [py3un nevanbHOR Your sad songs of Georgia/Gruziya.

HarmomuHarot MHE JPYTYIO KHU3HD They remind me of another life(time)

U Geper nanbHOIA. And far-away shore.
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APPENDIX A : Music and Lyric Found in Zoya’s Apartment

GOUNOD, C. (1859 [1958]). Kuplety Mefistofelia iz opery “Faust’” [Mephistopheles’

Verses from the Opera Faust|. P. Kalashnikov (Trans). Moscow : Gosudarstvennoe
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Ha 3emuie Bech poa roackoi
YUTuT OMH KyMHp CBSILLIEHHBIH,
OH 1apur HaJ BCEi BCENCHHOMH,
Tor xymup — Tener 31aToi!

B ymunenun cepaeunom
[Ipocnapmnsst uctykaHn

Jlronu pasHbIX KacT U CTPaH
[InsamyT B kpyre O€CKOHEUHOM
Oxpy>xast TIbeIecTal,

Oxpyxas nbegectan!

Carana TaM 1paBuT Oai,
Tawm npaBut 6an!
Carana TaM paBuT Oai,

Tam mpaBut Gan!

DTOT U0 30JI0TOM
Bouro Heba mpesupaer,
Hacwmexasich n3meHnser

OH HeOecC 3aKOH CBSITOM!

All people on the earth

Worship the one holy idol,

He rains over the entire universe,
That idol is the golden calf!

With tenderness in the heart,
Glorifying the golden calf

People of all casts and countries
Dance in the eternal circle
Surrounding the pedestal,

Surrounding the pedestal!

There, Satan conducts the
ball, conducts the ball!
There, Satan conducts the

ball, conducts the ball!

This golden idol
Despises the will of heaven,
Laughingly, he changes the holy law

of the heavens!
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B yroxaenbe Oory 3mata To please the god of gold
Kpaii Ha kpaii BcTaéT BOWHOI; Regions fight with each other
W monckas KpoBb peKoi And human blood like a river
Mo xuHKY Teyér Oynara! Flows on the blade of steel
Jlromu THOHYT 32 MeTaI, People perish for the metal,
Jlromu ruOHYT 32 MeTat! People perish for the metal!

The Orphan/ Cupomka

PETERSON, K.A. (1843/1997). “Sirotka”. In Russkaja poezija det’am, (Russian
Poetry for Children) Vol. 1 : 148-149. E.O. Putilova (Ed.). Saint Petersburg :
Akademiceskij proekt.

Beuep 6b11, cBepKany 3BE311b1; Evening it was, the stars were sparkling;
Ha nBope mopo3 Tpemain; Frost was crackling on the street;

1Ién mo ynuie ManoTKa — A little child was walking -

[locunen u Bech mpoxai. He was shivering and blue from the cold.
— boxe! — roopun mantorka, —  Lord! — said the little child,-

51 mpo3si6 u ecTh X0uy; I am cold and hungry;

Kro x corpeer u HakopMuT, Who is going to warm and feed,

Boxe nobpsri, cupoty? Kind Lord, the orphan?

Ilna noporoii To# crapymika—  An old woman was walking on the same street -
VYenbixana cupory; She heard the orphan;

[Ipurotuna u corpena Offered him shelter, warmed him

N noects nana emy; And gave him food;

ITonoxwuia criaTh B IOCTEJBKY. She put him to bed.

— Kak terno! — mpomonBui oH. How warm! - he said.

3anep IIa3KH. .. yIBIOHYICS. .. He closed his eyes...smiled

W 3acHyi1... CrIOKOIHBIH COH! And fell asleep...calm sleep!

Bor u nTuuky B 1os1e KOPMUT, God feeds even a bird in the field,
W xponut pocoii LBETOK, And sprinkles dew on the flower,
becnputoTHoro cupoTky God will also not leave

Taxoxe He ocraBut bor! A homeless orphan!
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LISZT, F. (1847 [2005]). Ungarische Rhapsodie Nr. 2 [Hungarian Rhapsody No. 2].
Munich : G. Henle.

Foxined, fingered & RHAPSODIE HONGROISE N'II.

CADENZ
by S.B.MILLS. FR. LISZT.

Lento a cappriccio.

LASSAN.

Andante mesto.

RACHMANINOV, S. (1893 [1969]). Ne poi, krasavitsa... [Sing not Ome, Beautiful
Maiden...]. Opus 4, no.4. Moscow : Muzyka.
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He noii, kpacasuna, npu Mmue Sing no more, my lovely woman, in my presence
Tol necen I'py3un nevanpHOH : Your sad songs of Georgia/Gruziya :
Hanomunator MHe oHe They remind me of another life (time)

Jpyryto xu3Hb 1 6eper nanbHbelii. And far away shore.
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‘VBbI! HATOMUHAIOT MHE Alas! Your cruel songs
TBou KeCTOKNE HANEBBI Remind me
U crens, 1 Houb — u npu 1yHe  The steppe, and night and by moonlight

UYeprsl nanekoi, 6enHoii nesbl!.. Traces of a distant, poor maiden!...

S1 mpuspak MUIIBLI, POKOBOIA, I forget this dear fatal phantom
Tebs yBuzes, 3a0b1Bato; When I see you;

Ho 1b1 moems — u npenio MHOK ~ But when you sing,

Ero s BHOBE BoOOpaxaro. I imagine it before me again.

He noit xpacaBuia, npu Mue Sing no more, my lovely woman, in my presence
Tel necen I'py3uu nevanbHON : Your sad songs of Georgia/Gruziya :
Hanomunaror Mae oHe They remind me of another life (time)

Jpyryro xu3Hb 1 O0eper ganbHelii And far away shore.

VERDI, G. (1983). Traviata. Clavier with literary redaction of Russian translation by
A. Efremenkov. Moskva : Muzyka.
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[Tapwx moxuHewM, rae Tak crpagand, We shall leave Paris, where we have suffered,
I'e OBUTO CTOJNBKO MYK W ITEYAIH, Where there was so much torment and sorrow.
Mup cBeTIbIi CUacTbs BHOBb K HAM

BEPHETCS The world of happiness will come back to us

B tuxom nputote nansHel ctpanbl!  In a quiet refuge of a far-away country!

Tam cHoBa pagocTs Ham yibiOHETCst  There, joy will smile at us again,

U name rope 3a0yzneM Mbi! And we will forget our grieving!

BORTNIANSKY, D. (arr. 1810s [2005]). Mnogaia leta [Many Years]. In The Divine
Liturgy : 459-460. David Drillock (Ed.). Crestwood, N.Y. : St. Vladimir’s Seminary

Press.
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Svetit mes’ac (Shining Moon). In Russkie narodnye pesni : melodii i teksty [Russian
folk songs : melodies and texts]. Moscow : Muzyka (1987).

Notes

1. Unless otherwise indicated, all translations from Russians are ours.

2. Lotman defines the semiosphere as “the semiotic space necessary for the
existence and functioning of languages, not the sum total of different languages;
in a sense the semiosphere has a prior existence and is in constant interaction
with languages|...] a generator of information (1990 : 123, 127). For an in-depth
discussion of the semiosphere, see Andrews 2003 : 42-69.

3. Amore literal translation of o6momox, which might be more helpful in this context,
is a broken off bit/ piece. This gives a more accurate representation of Lotman’s
idea, where this “broken off bit” of another text “intrudes” into the larger text.

4. The 1935 version of the play includes the notation “mpacuueckuii papc” (a tragic
farce) under the title. This is not the case for the 1926 version. It is also relevant
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10.

11.

12.

13.

14.

15.

16.

to note that the 1935 version is shorter, with fewer characters and with several
scenes changed or deleted entirely (Proffer 1984 : 226), the central musical texts
of Gounod, Rachmaninov, Verdi and Peterson discussed in this analysis remain.
The reintroduction of opera performances in the original languages occurred in
2007 in the Russian Federation.

There are approximately 50 musical versions of this Pushkin verse by very
distinguished composers, including Rimsky-Korsakov, Balakirev, Glinka, A.
Glyazunov, A. Rubinstein. However, Bulgakov chose Rachmaninov for his play.
As the analysis will show, this was not an accident.

Note the older form of “they” (oue) given in the third act text. This is the original
form from Pushkin’s poem and from Rachmaninov’s original text, but the modern
Russian form (onu) is sometimes substituted in modern performances of the
piece. Another substitution that Bulgakov makes is the ending of the adjectival
form nmanbhoit (original form) to naneuuit (modern Russian form). The original form
is most often sung in contemporary renditions of this piece. It is also important
to note that Obolyaninov in one instance changes one of the words to another
with a similar meaning (apyry:o xu3Hb/unyto xu3Hp) [another life].

Pushkin’s verse is found in many of Bulgakov’s works. In some cases, Bulgakov
names Pushkin overtly, but there are many instances where Pushkin’s
verses occur as lyric to musical texts are included with no mention of Push-
kin himself. One of the most powerful examples of this is found in the play,
Day of the Turbins : Cxaxu MHe, KyIeCHUK, tobumer 6oros.... (Tell me, magician, the
one favored by the Gods...)

The context of Violetta and Alfredo’s duet is important in understanding
Bulgakov’s use of the text. In La Traviata, Violetta is on her death bed when
Alfredo returns to her and sings the aria “Parigi o caro”. He sings with her of a
future that they both know they will never have.

Frank Dawes (2001) also notes that Rachmaninov, like Liszt, also arranged piano
duets for educational value.

For a complete listing of all of Rachmaninov’s performances, see http://gmlile.
com/rachdiary/index.aspx.

The folk song “Ceerut mecsa” “The Waning Crescent Moon is Shining” also occurs
in other works by Bulgakov. It is especially interesting in the novella, A Dog’s
Heart/Cobauve cepoye, and is associated with Bulgakov’s imagery of “anti-home”.
Textual references to types of music also occur and include the following types :
marches, fox trot (on and off over much of Act IlI), and the waltz.

For an expansion of this opposition and the inclusion of “homelessness” as a
full partner in constructing a triadic model with “home” and “anti-home”, see
Andrews 2003 : 74-92.

Lotman (1992b : I. 414-421) offers four basic spatial characteristics by which
any artistic space may be defined, and they are point, line, plane, and volume.
Examples of these different types noted in Lotman come from Gogol and Bulgakov
(tbid.). Lotman also makes a distinction between different types of road —dopoza/
doroga (as a certain type of artistic space) and nyms/put’ (as “the realization
[complete or incomplete] or non-realization of doroga” (1992b : 1. 445).

Lotman also talks about the bronze lamp with a lampshade and books that
smell like chocolate in reference to the play, Days of the Turbins ([Jau TypOuHbIx).
Days of the Turbins was playing in Stanislavsky’s MXAT when Zoya’s Apartment
premieres in the Vaxtangov Theatre on October 28, 1926 (Petelin 2007 : 21).
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Abstract

The present article is a modest introduction to a larger theme that analyzes the
use of music as text in the plays, short stories and novels of Mixail Bulgakov. The
important contribution of Juri Lotman’s theoretical work on artistic space, the semio-
sphere, and the role of incorporating “texts within texts” (rekcr B Tekcre) is fundamental
to our explication of the process of understanding Bulgakov’s use of music as text
in a variety of its manifestations, resulting in an integrated and full-bodied textual
structure that generates meanings critical to the works in which it is embedded. This
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analysis will focus on defining what “music as text” is for Bulgakov and specifically
consider the use of music in the play, Zoya’s Apartment (3oiikuxa kBapTupa).

Keywords : Bulgakov; Music as Text; Culture Text; Lotman; Zoya’s Apartment.
Résumé

Cet article est une modeste introduction a une problématique de recherche plus
vaste qui porte sur la “mise en texte” de la musique dans l'oeuvre littéraire et théa-
trale de Mikhail Boulgakov. Ce projet s’inspire des travaux de Juri Lotman, dont les
contributions sur ’espace artistique, la sémiosphére, et sur les rapports d’intégration
textuelles (intégration d’un texte au sein d’un autre texte), nous aident a bien cerner
les différentes manifestations d'une “textualisation” de la musique chez Boulagakov.
L’¢tude de ce phénomeéne permet de mettre au jour une structure textuelle complexe
alors que lintégration de la musique ajoute une strate sémantique au texte qui
l'accueille. Pour les fins du présent article nous portons notre attention sur la piéce
L’appartement de Zoya.

Mots-clés : Bulgakov; musique comme texte; culture comme texte; Lotman;
L’appartement de Zoya.
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